The translation of poetry has been and will continue to be an issue of great concern to translators, men of letters and readers. Poetry has been approached differently by translators. They are divided into two major parties: tone insists on translating poetry into poetry with respect to all prosodic features; another suggests translating sense with no concern in prosody, especially rhyme, rhm, meter and foot, especially when the translator is for some good reason, unable to translate a poem into a poen in the target language(TL). Each party has their own justifications for their claim. This Paper attempts to demonstrate the merits and demerits of both approaches at translating one and the same poem in terms of poetic translation for the former, and poetical translation for the latter. The aim behind that is two fold: first to satisfy all types of readers; second, to provide concrete evidence for the argument put forward throughout the whole Paper, which is poetic translation is superceding poetical translation in Arabic for Arab readers who still highly appreciate the aestheticity and poeticity of poetry. At the end of the day, it is left to readers to decide which version to prefer. At times, more than one poetic version of translation are suggested for the same poem by different translators. Still on one or two occasions, a middle way version combining some features of each of poetical and poetic translations, is proposed. It is termed as a 'semi-poetic' translation, with the ultimate objective of drawing a comparison between the different versions of translation of the same poem to give readers the opportunity to judge for themselves which translation they go for and why. Convincing readers is a daunting ask, but rewarding at the end. This pproach is applied to the translation of five English poems into Arabic.
1. Subtlety of language elaboration 2. Subtlety of the spirit of meaning; 3. Charm of style and topic; 4. Aestheticity; 5. Musicality; 6. Prosodic features (of rhyme, rhythm, meter, foot, etc. See above); 7. Syntactic complexity; 8. Semantic intricacies; 9. Special diction; 10. Stylistic patterning; 11. Symbolism; 12. Pragmatic implications; 13. Cultural-specificity; 14. Over-occurrence of figurative language; 15. Far-fetched imagery; 16. Deviation from ordinary language (syntactic, semantic, stylistic and phonological); 17. Special conventions of reading poetry; 18. Sublimity; 19. Special features of literariness; and 20. Hypersensitivity of romanticism,sentimentalism, emotionalism, passion and touchiness. (see also Denham, in Schulte et al (1992, p. 20) and Raffel, 1988 Raffel, & 1994 .
The ideal translator of poetry or otherwise according to Al-Jahez should be as follows: It is true that the best translator of poetry is a poet translator, this attitude is idealistic and Platonic, but neither practical nor realistic. Poetry has been and is being translated satisfactorily even by non-poets. Therefore, I suggest modifying these claims as follows: "Poetry is probably the most difficult type of text to translate, yet it is translatable not solely by a poet, but also by a good translator provided he/she has a good grip of both English and Arabic languages and essentials of prosody. A good translation of a poem is not necessarily perfect translation, exactly like the translation of almost any other type of text."
As usual, at translating poetry, precedence is given to rhyme and rhythm in particular, then to foot and meter over other prosodic features for they are the cornerstone of verse. Consequently, a poem with no rhyme and rhythm in particular would be considered in effect poor, because what sets poetry aside from ordinary language is chiefly its aesthetic, prosodic features, on top of which are rhyme and rhythm. This is the case -especially in Arabic -for the norms of writing, reading, perceiving and, hence, translating poetry are to be rhymed and rhythmical; otherwise, perhaps it is not worthy of interest in the eyes of the public in general. This view is confirmed by the criticism of 'blank verse' in Arabic in the forties-sixties of the Twentieth Century, which is a kind of modern poetry with no concern with rhyme and rhythm. It is closer to prose, rather. Hence its notorious nickname, 'prosaic poetry', which insinuates its semi-poetic identity. Yet, some accept it as a good solution at times to the translation of some poems (see Khulusi, 2000, pp. 35-36) . This type of poetry should not be confused with the well-established and fully recognized 'free verse', which is based on stanzaic rhyme, rhythm, foot and meter, the basics of classical poetry (or Qasidah), with some differences between the two types concerning the layout and number of rhymes in the same poem, though (see also Bassnet-McGuire et al, 1995; Lefeveré, 1975 Lefeveré, & 1992 .
Paramountcy of Sound Patterns And Effects
There are major sound patterns (i.e. rhyme, rhythm, meter, foot, parallelism) that are essential to the translation of poetry. Indeed, sound patterns and effects have a special caliber in literary texts in general, and poetry in particular. The presence of at least some of the sound patterns of different types in a poetic text is the prerequisite for such text to be described as a 'poem'. The presence of other features of literary discourse (including rhetorical figures of all kinds, syntactic and lexical deviations and parallelisms of all types, the manipulation of all language intricacies and elaborations at different levels of language, and the possibility of reading at more than one level) is indispensable to a poem, but none is a precondition for calling it a poem. I want to say that no matter how rhetorical, elaborate, deviant, or special the language of a poetic text might be, what matters most is the strong, creative presence and use of sound patterns of different types, however, partially. Translators find poetry as the most difficult type of text to translate primarily because of the difficulty of rendering sound patterns and effects.
In his elaboration of the writer's creative use of language, Leech restricts creativity to linguistic creativity only. He suggests two conditions to achieve it: (i) if he makes original use of the established potentials of language; and (ii) if he really goes beyond these possibilities in the sense that he creates new communicative possibilities which are not already in language. In either sense, creativity is termed 'inventiveness', or 'originality'. He declares that it is the property of all varieties which have liberal inclinations, and supremely of poetic language (1969, p. 24) . I would add a third condition for creativity in poetic writing, that is, the elaborate manipulation of sound patterns of different kinds by poets who may not have a claim for creativity unless this 'sound patterning condition' is attended to carefully. I suggest this condition for its unparalleled function in poetry. More emphatically, if this condition is not met by writers, their poetry may not be viewed as poetic in the first place, and, hence, may not be read at all. I do not mean the absence of rhyme only, but also the disregard of sound patterns in general, in which case one wonders whether a piece of writing like this can be labeled in any sense as poetic. Suppose this piece of writing is rich with the most effective meanings, implications and figures of rhetoric that one can imagine, but the reader is not interested to look into in principle for the absence of sound patterns. So, one may ask, 'what is the use of those big meanings, implications and figures of rhetoric?
I do not mean to say that sound patterns are just a means to an end, a threshold to poetic texts that once it has achieved its goal, it has exhausted its usefulness. Rather, sound patterns are representative of the aesthetic constituents, the music of these texts through isochronic structural parallelisms, measures, feet and beats, without which they perhaps cease to be poetic. Aesthetics has 'the domino effect' in poetry that in combination with other language components pointed out earlier, it makes up what is commonly known as poetry.
As to sound effects, they are the product of sound patterns that are employed by writers in an intricate, delicate and effective way. It has to be admitted that the question of what and how sound patterns communicate meaning(s) is one of the mysterious aspects of literary appreciation (see also Leech, 1969: 95 and Simpson, 2004) . Leech points out two sound patterns that can be related directly to meaning: 'Chiming' (e.g. 'mice' and 'men'; 'foul' and 'fair') which is a kind of alliteration that connects two words by similarity of sound in such a way that we are made to think of their similitude and interrelationship; and 'Onomatopoeia' which suggests a resemblance between what a word sounds like, and what it means (see Leech, 1969; Carter & Nash, 1990; Simpson, 2004 for further details).
Sound patterns can be said to have some effects that are common to all of them: aesthetic pleasure similar to that of music (see also Thornborrow& Wareing, 1998: 43) ; enjoyment of reading and appreciating poetic texts; marking creativity; achieving macro-contextual cohesion of texts (see also Traugott and Pratt, 1980: 69) ; opening the way for collaborative interpretation as a result of interdependence of sound patterns and another (or other) feature(s) of language of the text; relating sound to meaning either directly or indirectly in specific contexts; emphasizing a word, a phrase or a topic; contrasting an idea; juxtaposing two words, concepts, etc.; reflecting a certain implication of a word, a phrase, or a concept; conformity of words; concepts, rhetorical figures, etc.; and building up the structure of a poem in an organization of some kind, to name some.
As to specific sound effects of sound patterns, they can be considered on individual bases, each in its specific text and context, taken in connection with other stylistic features of language. That said, the first, and most prominent and significant sound effect, the aesthetic effect, is selfsufficient to provide a strong justification for the indispensability of sound patterns in poetry in particular that after all mark its poeticity. Hence, I stress that the absence of any other language feature, other than those of sound might be tolerated in such text.
Poetic Vs. Poetical Translation: Practical Examples
I distinguish between the two terms, 'poetic' as really poetic, and 'poetical', as poorly poetic, or pseudo-poetic. Therefore, the following texts suggested for discussion below are translated mainly into poetic (i.e. literary) and poetical (ordinary) versions of translation. While the latter is based on translating sense regardless of any concern with sound features, the former is based on the paramountcy of sound patterns argued for above in constructing the source texts in the Target Language in poetic terms of sound / prosodic features, giving precedence to the major sound patterns of rhyme, rhythm, foot and meter of some kind in particular for the reasons just pointed out. Five English poems are translated into Arabic in terms of two main versions, poetical and poetic translations, with occasional semi-poetic (i.e. middle ground) versions for purposes of comparison.
Poem ( 
The Arabic version is described as semi-poetic due to the lack of perfect rhyme. It is based on the following:
1. Achieving rhyme as much as possible.
2. Creating as much rhythm as possible and by any possible means in the context of the poem. 3. Playing as much as struggling with synonyms, near or close, to realize '1' and '2' to a maximum degree possible. 4. Feeling free at changing the grammatical/stylistic structure, in regard to word order (i.e. foregrounding, backgrounding and deviation from language norms) and word classes (i.e. using nouns instead of adjectives, verbs instead of nouns, plural for singular, etc.) in particular. This is done primarily to achieve rhyme and rhythm, and better collocability among words (i.e. which word goes with which word), mainly for aesthetic reasons, alongside precision of meaning whenever possible. 5. Employing lexical and grammatical gaps (i.e. syntactic structures and words left out of the poem but implied within).
The English original does not rhyme perfectly, which puts it on equal footing with the Arabic translation which is not perfectly rhymed too. Take for example, the first line of each stanza which does not rhyme with the rest of the lines of the stanza (see ‫للقارئ‬ ‫للنوامع،‬ ‫للنوائر،‬ ‫.)للفارس،‬ However, they are made to achieve a semi-rhyme with one another by virtue of the long ‫(آ)‬ /ae/, which is a common motif (or main feature) among them, and their strong end-stop ‫.(سكون)‬ Also, ‫(أفران)‬ halfrhymes with ‫الجبارون)‬ ‫(بجنون،‬ . The last stanza (or quatrain) has no end-rhyme at all. Yet meter and foot compensate for that somehow.
Rhythm, on the other hand, is perfectly achieved in Arabic in terms of meter ‫(البحر/الوزن)‬ and foot ‫(التفعيلة)‬ in accordance with Arabic prosody. A careful, prosodic reading of the whole poem may confirm that. Yet, a perfect prosodic version can be introduced in the following poetic version of the poem:
Now, another Arabic version for the last three stanzas of Auden's poem is suggested below. It is completely free and made to conform perfectly to the classical Arabic poetry (i.e. Qasidah (i.e. ‫القصيدة‬ / ‫العمودي‬ ‫)الشعر‬ in terms of layout, rhyme and rhythm (see also Lefeveré, 1992: ch. 6 The poem's meter is the popular ‫الكامل)‬ ‫(البحر‬ (Lit.: 'The Perfect meter'), which is two/three long feet for each hemistich(i.e. ‫)شطر‬ of the line of verse, as follows:
As to synonymy, it plays a critical role in the realization of rhyme and rhythm. Many words are chosen among large lexical sets from which translators can feel free to some extent to select the closest word(s) -especially key words -to achieve both features, and then accuracy of meaning, sometimes closely, sometimes loosely. In any case, the selected synonym is a kind of concept that has to be within the range of the semantic dimension of the original word of the SL poem. This is how it is done in practice (see also Ghazala, 2008 Clearly, there is no concern with prosodic features of any kind, only literal sense, which suggests that the translation is senseless and emotionless. I wonder if such translation can be of interest to many readers, for its devastating demolition of the essence of the original. It turns it into spiritless, lifeless, demeaning and fatal sense, style, sounds and impact. Hence, a good and sensible poetic translation is urgently in demand. Following are three poetic versions of translation of the stanza, the first two of which are suggested successfully by Arani; the third is an alternative put forward by the author: (Anani, 1997,pp. 118-119) The two translations are of the same Arabic meter, 'the Perfect' ‫,(الكامل)‬ with variations in the number of feet and modulations. Although they are not rhymed, they are described as poetic due to their: remarkable metrical rhythm, poetic / literary syntactic elaborations (e.g. ‫الذي‬ ‫ذا‬ ‫;من‬ ‫ذا‬ ‫من‬ ‫;يعبر‬ ‫هياكل‬ ‫وكل‬ ‫لْ‬ َ ‫;ب‬ ‫شامخ‬ ‫كصر‬ ‫,وبكل‬ ‫المدن‬ ‫في‬ ‫والشهيرة‬ ‫العريقة‬ ‫,هوت‬ etc.), syntactic parallelisms ( ٍ ‫كصر‬ ‫وبكل‬ ‫هياكل‬ ‫وكل‬ ‫لْ‬ َ ‫;ب‬ ‫المنعة‬ ‫بعد‬ ... ‫وووومود‬ ‫الصو‬ ‫;بعد‬ etc.); metrical modulations (e.g. ُ ‫وووواد‬ ‫أجنو‬ ‫(ومناثرت‬instead of the normal ٌ ‫ووووواد‬ ‫أجنو‬ ‫,ومناثرت‬ etc.). semantic density (e.g. ‫العريض‬ ِ ‫والجاأ‬ ِ ‫واألمجاد‬ ‫األعوام‬ ‫مدى‬ ‫;على‬ ‫أكداس‬ ‫وبكل‬ ‫;الهياكل‬ ‫والشهيرة‬ ‫العريقة‬ ‫,هوت‬ etc.). Yet, the major reason for their poetic nature is rhythm and meter. A third poetic version with perfect rhyme and the same Perfect Meter is proposed below: This version is claimed to be an improvement on the previous two versions in regard to poetic features of prosody and aesthetics, especially perfect rhyme. Further enforcement is provided by stylistic, syntactic and semantic intricacies and elaborations including: literary syntactic structures (e.g. ‫الذي‬ ‫ذا‬ ‫;من‬ ‫ليلها‬ ‫الليلة(‬ ‫ملك‬ ‫;)في‬ ‫ها‬ ‫أرجا‬ ‫هيكل‬ ‫كد‬ ‫ومعبد‬ ‫وويد‬ ‫أشو‬ ‫,كد‬ etc.); syntactic deviations (e.g. ‫ووهرامها‬ ‫شو‬ (which is normally not a part of Arabic grammar for ‫شهرة‬ is a mass noun)); semantic elaborations and images (e.g. ‫برثائها‬ ‫و‬ ‫مًرجا‬ ‫النخي‬ ‫الدمع‬ ‫يذرف‬ ( ‫و‬ ‫مًرجا‬ is used with blood rather than with eulogy)); ‫المدينة‬ ‫هوت‬ ‫كديم‬ ‫من‬
; ‫حناياها‬ ‫أدم‬ ‫التي‬ ‫,للجثث‬ etc.), etc. I do not mean by poetical translation a bad translation, but a translation that has no concern with prosody and aesthetics. Instead, the focus has turned to rendering sense in a normal prosaic language, and it can be described in a way as not a bad translation of sense. However, to The translation is meant to be a poem in Arabic per se. Once an Arab reader reads it, he / she may not feel it as a translation, except perhaps for the foreign name, Lycidas, representing the poet's drowned friend. The focus is entirely on meter, rhyme, rhythm and aesthetics in Arabic, so that a poetic piece of writing is constructed on purpose. Here are the details:
Poem (3): Calm ‫السكون‬
(1) The meter is generally the Perfect ‫,(الكامل)‬ the author's personal preference.
(2) The Perfect is an Arabic meter that can fit happy as well as sad occasions, depending on the tone and tune of the reader. (3) The rhythm of feet is achieved satisfactorily. (4) Rhyme is near to perfect. (5) Rhyme is intended to be the voiceless stop sound, /t/ ‫(ت)‬ to imply the breathlessness of the drowned man of the poem. (6) Modulations (e.g. ‫مثله‬ ‫ما‬ to be read prosodically as follows: ‫مثلهو‬ ‫;ما‬ ‫الننا‬ is normally ‫,الننا‬ but the last sound is dropped for reasons of foot and rhythm (7) Deviations are used on a large scale (e.g. ‫قكْ‬ ِ ‫كل‬ ُ ‫أ‬ which is normally ‫ِقكَ‬ ‫كل‬ ُ ‫,أ‬ is modulated for reasons of foot; ْ ‫امرأأ‬ is grammatically ٌ ‫,امرأة‬ but modulated for the same reason as the former, etc. (check vocalization ‫.)(التشكيل)‬ (8) The literary / poetic features of language and style are overwhelming throughout.
The former version, on the other hand, is primarily ordinary language, used frequently in nonliterary types of text. Examples include:(e.g. ‫الملحة‬ ‫;الًرورة‬ ‫بعنف‬ ‫;مندفعة‬ ‫العام‬ ‫حلول‬ ‫;كبل‬ ‫;فينبغي‬ ‫أن‬ ‫دون‬ ‫;يكافأ‬ etc.). Also, and more importantly, rhyme and meter are absent, yet rhythm is occasionally used. These and the features of the latter translation can be exemplified and sharpened by juxtaposing the two versions, and comparing them to one another in the following (William Shakespeare) (6) Looking for the widest possible range of synonyms for key words, rhyme words and rhythmical, isochronic feet of meter in particular, be near or close synonyms, individual words, or long expressions equivalent to the original lexical items that may achieve the intended sound patterns. Synonyms close to standard Arabic, as much as classical, very formal ones can be a potential stylistic choice, on the condition that they derive from the type of text and context of the original. (7) Employing the translation procedure of transposition, i.e. the changes of the grammatical classes of words freely, using an adjective for a noun, an adverb for an adjective, a verb for a noun in Arabic, etc., so that considerable space is made available to help realize some key sound features. (8) Making use of 'poetic license' in full in regard to stylistic, lexical and grammatical deviations, abbreviations and short forms of words, and vocalization (in Arabic) with the four vocal points: ‫النكون)‬ ‫الكنرة،‬ ‫الًمة،‬ ‫(الفتحة،‬ anywhere in the text. (9) Adding extra words, or gap-fillers to fill in 'translation gaps', which are not readily used in the original, but are derived from the context of the source text, including implied words, syntactic structures sentence connectors and initial words, whether obligatory, necessary or optional. (10) Dropping unnecessary words, words implied in others, or understood from context directly.
(11) Doing one's best to adopt a specific traditional meter in the translation of a poem, especially in Arabic, and advisably in English, at least partly throughout. (12) Finally, and most importantly, cognitive translators of poetry should be attentive to the mental, ideological, attitudinal, cultural, social, religious and political implications of stylistic choices at semantic / lexical, grammatical / syntactic and sound / phonological levels of language, with special attendance to the first level, i.e. words and expressions of all types and their implicated connotations and associations. In principle, any stylistic choice represents a concept, or a mental conceptualization of language of some kind, therefore, the process of selection should be governed by this principle, with some sacrifices and concessions for achieving key prosodic patterns of rhyme, rhythm, meter and foot in particular. These patterns might take precedence over conceptualization and message, however not essentially. Any sacrifice for sound features can be done when the poem's readability is in jeopardy, due to lack of interest in an unrhymed, un-rhythmical and, hence, unaesthetic, uninteresting and boring poem.
Conclusions
It has been argued throughout this Paper that translating poetry is an extremely difficult task. Hence, translators are advised to try it later in their career after having built up wide experience in translation. It has also been argued that a good poetic translation is entirely based on prosodic and sound features to be constructed with as much rhyme and rhythm as possible. The general argument goes for a distinction and a division between two major types of translating poetry: (a) poetical translation that renders the SLT sense (i.e. literal and direct meaning) with no concern with prosody or sounds; (b) poetic translation, based entirely on prosodic and sound features, especially regular rhyme, rhythm and preferably meter and foot. It has been suggested that the latter is claimed to have several sub-types, given in an ascending order of excellence:
(1) Mainly rhythmical and partly rhymed;
(2) Perfect rhythmical feet and meter and occasional rhyme; 
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(3) Semi-poetic, involving perfect meter and rhythm with semi-rhyme; (4) regular meter, rhyme and rhythm; and (5) Perfect meter, rhyme and rhythm.
It has also been claimed that all these are acceptable poetic versions of translation of poetry with variations, though. They are meant to demonstrate to translators of poetry that they have a good range of variations to achieve a poetic translation of some kind. Throughout, a comparison is drawn between poetical and poetic versions of translation of the same verses in terms of poetic / non-poetic and literary / unliterary features, prosodic or otherwise. The goal of such comparison is to make the points of departure between the two versions sharper, and, hence, the argument for poetic translation more persuasive.
There has also been an exemplification in simple terms of how the process of constructing poetic translation goes on in practice (see in particular poem (1) above), giving a practical exercise for trainee translators and students of translation in particular, and translators in general as how to proceed in steps in the translation of poetry, and how to solve problems of prosodic features of rhyme, rhythm, meter and foot in particular. The process is claimed to be applicable to both directions: English-Arabic, and Arabic-English.
The Paper has ended up with some procedures and guidelines for translating poetry to help translators develop their skills of achieving a satisfactory version of poetic translation gradually and systematically and simultaneously practice how to solve problems of translating poetry.
